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Abstract: Cinema plays a major role in shaping the society. It is an important and popular medium through 
which the dominant classes negotiate consent for their ideological positions. Cinema is produced according 
to the popular demand. So, the representation is not very different from the lives of the people. Women’s 
roles in cinema are restricted by the demand of patriarchal society. Though patriarchy has changed, the 
control over women, through various systems remains the same. Women’s position is always dominated by 
the external factors like caste, class and patriarchal family system in cinema and it also varies accordingly. In 
case of Odia films the targeted audiences are the women. So, the representation in the films somehow takes 
the responsibility to change the gender role of the state. The effort is to understand the role of women in the 
changing socio-cultural and political settings, so the positive representation of the gender role can help in 
creating a non-stereotypical society. 
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Towards the end of seventies a new kind of social 
scenario started emerging. Women became more 
victimized to torture in all aspects. Rape, dowry 
deaths became more prominent in society.  A new 
woman has emerged as a result. The anger of the 
women gets articulated in most of the films. 
According to Jyotika Virdi(2003), “the nation was 
undergoing a long conscious raising process as 
women were challenging and rewriting 
discriminatory laws on domestic violence, rape, 
dowry, and the growing incidence of dowry 
deaths” (160). A wide range of films subjecting 
women’s issues has been made. The earlier soft, 
docile female characters were no more there and 
the new woman which was traditional as well as 
modern started negotiating with the various issues 
women associated with. As Virdi analyses 
throughout the 1980s the avenging women figure 
became a trend: the “angry woman” replacing the 
“angry man” of the 1970s (164).  
The vamp of the 70s films was out of the scenario 
in 80s. The heroines are projected as the ensemble 
of both tradition and western. Virdi argues it as the 
female lead by the 1980s was transformed from a 
childlike innocent into a sexually alluring creature. 
In short, if heroines could satisfy what Begum 
Para’s admirer sought in the movies, the vamp was 
redundant. Much of this had to do with changing 
boundaries within rules governing sexuality: the 
boundaries “good” women could occupy expanded 
slightly (170).  Thus a new woman emerged who is 
traditional as well as modern, who can sacrifices 
her happiness for the sake of family and also stands 
for justice.  
Though before 80s women are also showcased as 
victims of violence, they were not the central theme 
of the narration. After the second wave women’s 
movement they raise their voice against all kind of 
discrimination. The shah bano case, Mathura rape 
case, increased dowry deaths together put a threat 
to the women’s position in society. As Virdi states 
in the early 1980s women’s groups all over India 
coalesced for the first time as distinctive feminist 
voice and demanded changes in the laws dealing 
with rape, and this structures Insaaf ka Taraazu 
arrived at the historical moment that the infamous 
Mathura rape case outraged women across the 
nation (160). 
The Creation of new woman:  
Women voices around the nation started 
challenging the privileged law and order of the 
nation. Voilence, rape, dowry-deaths became the 
concerned issues. In this volatile situation B. R. 
Chopra’s film Insaaf ka Taraazu became 
retaliation. The story is about a model who is not a 
traditional woman. She got raped by one of her fan 
which very badly affects her personal as well as 
professional commitments. Though she fought 
against it lost the legal suit. Later the same person 
raped her younger sister to take revenge from the 
elder one .Then the female protagonist murdered 
him as the law could not able to punish him.  This 
film forced the supreme- court to reopen the 
Mathura case. As the legal system unable to give 
justice to the woman, she has to become ferocious 
to fight for herself. The changing situation forced 
the women to safeguard her- self in the male 
dominated society.  
As Gita Viswanath(2002) points out the Hindu 
Right’s construction of women hood is not entirely 
based on tradition. It envisages the ideal Indian 
woman as one who is both modern and traditional. 
The primacy of a woman’s traditional role as wife 
and mother is reiterated. The Hindutva discourse 
grants women the freedom to pursue educational 
and professional interest but only if they do not 
lose focus on approval feminine roles (43-44).  A 
new woman has emerged with a new kind of 
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patriarchy.  This patriarchy is different from the old 
one.  With the prescribed feminine duties these new 
kind of women are supposed to be self sufficient 
and modern enough to face the outer world. 
When the Hindi film industry was dealing with 
violence against women, Odia film industry 
portrayed various social issues like dowry, rape and 
other kinds of violence. We will take some of the 
films of 80s and 90s to understand the gender role 
and expectations of that particular period.  
Parajhia Ghara Bhangena(Somebody else’s 
daughter does not break home, 1985) 
Parajhia Ghara Bhangena is a film that raises the 
issues of rape and dowry related harassment within 
the context of the family. Here parajhia refers to 
the daughter-in-law. Sura, a doctor by profession, 
and Sabitri, an educated woman, are deeply in love 
and intend to marry. The film begins with Sura 
writing a letter to his girlfriend about his new job 
and how much he misses her. He informs his father 
and step mother, Netramani of his desire to marry 
Sabitri. However, during the marriage negotiations, 
Sura’s step uncle places the demand of dowry 
before Sabi’s family. This is the moment when the 
reality of a woman’s value in society overshadows 
the idea of love between a couple. As Sura’s uncle 
puts it, Sabitri’s beauty and education are not 
enough to acquire a groom who is a doctor from a 
rich and reputed family. Though it is a love 
marriage, here love is not able to fulfill the class 
gap and can only be negotiated through dowry. The 
inability of Sabitri’s family to fulfill the 
expectation of her in-laws put them in a derogatory 
position. The visual narrates the helplessness of a 
daughter putting all the jewellery for marriage and 
the mother’s bare ear and neck who put her 
everything in her daughter’s marriage. 
Netramani, the step mother creates 
misunderstanding between the couple and make 
them separate. She used to give poison in the milk 
of her husband, the landlord. Later on it comes to 
the front that Netramani, who was the daughter of a 
servant in the landlord’s house once upon a time 
becomes the victim of rape. Though, the culprit, the 
landlord marries her, it cannot compensate her loss. 
She has never wanted to be a widower’s second 
wife. So, she plans to take the revenge. When the 
landlord comes to know about it, in shock of being 
poisoned, he dies in heart attack. The visual 
implication is when the husband dies, the wife is 
laughing loudly as she is able to kill her culprit 
which is not a usual reaction of a wife.  Through 
the elder female character the film tries to show the 
hatred and agony of the victim even after ages 
within the context of the family. 
Sura by keeping the words of his step mother 
leaves the house without anybody’s knowledge as 
he is told that his marital relationship can end his 
father’s life. Here the obedient son is compared to 
second Rama by his friend Sushant. Being an 
obedient son Rama has to lost Sita like Sura leaves 
Sabitri. 
The lead female protagonist of the film 
Sabi/Sabitri, whose sacrifice bring her husband 
back to her life like the mythological Sabitri’s love 
and dedication bring back her husband from 
yamlok. Sabitri has to listen the taunting words of 
her step mother-in-law about her character, family 
background. Even she is not allowed to meet her 
father and patiently wait for her husband which 
make her an ideal wife and eventually daughter-in-
law at the end. 
The narration of Sabitri’s father to his son about a 
married woman’s right in the parental home 
through the example of Sita in Ramayana. Though 
Sita’s suffering was endless, she could not get back 
to her home as she had no right on the parental’s 
home after marriage. The film already presents the 
daughter-in-law as para jhia, that means somebody 
else’s daughter. Eventually a girl has no home. She 
is always narrated as somebody else’s property at 
her parental home and somebody else’s daughter in 
the in-laws home.  
Dinabandhu, a young social activist of the village 
campaigns against dowry, who is also the son of 
the middle man who fixed the dowry amount in 
Sura and Sabi’s marriage. Here the father does not 
mind spoiling home to get the commission from the 
dowry and the son complete contrary to him 
arranges stage shows, dramas in support of 
prohibiting dowry. The changing ideology of the 
young generation has been projected.  
Sabi’s whole family get scattered for the excess 
dowry amount and becomes homeless. Her mother 
dies out of hunger and hard work. The struggle of 
the family showcases the negative side of dowry 
and how it devastates a family. 
After knowing the truth of Pattnaik’s family 
Indrani, the second daughter-in-law dares to leave 
the in-laws house immediately after marriage 
without caring the taunts of the society. Whereas 
the elder daughter- in- law Sabi who is the victim 
of dowry, does not take any step against it. There 
are two families of the daughter-in-laws with 
different moral values. Sabi’s father tells her 
brother that a married daughter has no rights in the 
parental house, gives everything for the happiness 
of the daughter. On the otherside Indrani’s father a 
well-known lawyer in the city supports his 
daughter when she returns back from the in-laws 
home. At the end Netramani and her brother 
become blind and lame dramatically and realized 
their deeds. Though Netramani takes revenge from 
her rapist, the rapist never put in bad light. He is 
always portrayed as a compassionate person. He 
raped Netramani that night because he has drunken. 
After that he regrets his deeds and gets married to 
the servant’s daughter which makes him generous 
and Netramani has to lose her sight for cheating a 
good person. 
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Bada Bhauja(Elder Sister-in-law,1985) 
The film starts with a poor widow struggling hard 
for the livelihood of her four children. She has to 
give the younger son for adoption by a relative, but 
dies of that sorrow. The elder son Deba takes good 
care of the younger brother Ashok and sister Mami 
by sacrificing his own happiness. He remains 
uneducated to educate his siblings. He is the 
responsible father like elder brother in the absence 
of both the parents. 
The song ‘ama ghara eka mandira, seta saraga thu 
sundara’ (our home is a temple and more beautiful 
than heaven) portrayes the ideal extended family, 
where the elders sacrifice their happiness for the 
sake of family and for the younger the elders are 
the living gods. The sacrificing elder brother and 
the affectionate sister -in-law who takes care of the 
younger siblings of her husband as a mother are the 
central characters of the film. The sister-in-law 
insists her husband to mortgage the house for the 
job of the younger brother Ashok. She gives all her 
jewelleries to the younger sister of her husband at 
the time of marriage. When Deba get trapped in the 
murder case, she tries to proof him innocent. Even 
when the lost brother Raja meets her as a stranger, 
she also becomes the affectionate caring sister-in-
law. The ideal sister-in-law of the state has been 
portrayed who is the ensemble of both mother and 
sister. She is the substitute of both the relations and 
the moderator of the joint family system. 
The villain Sevak Ram who has an evil eye for 
every woman indicates the lower   position of 
women in the society. He tortures the villagers by 
kidnapping the women of the family instead of 
loan. The rape victim commits suicide by hanging 
herself and her brother becomes mad out of grief. 
Here the grief is not only the death of his sister, but 
also the act underestimates his power as a man who 
cannot save his sister. As Agrawal(2012) narrates 
rape is not only the matter of sexual lust, it is an 
affirmation of women as objects of pleasure and an 
underlining of the power of men. In a collective 
context, rape becomes an explicitly political act 
and in the context of an organized aggression, it 
becomes a spectacular ritual, a ritual of victory, the 
defilement of the autonomous symbol of honor of 
the enemy community (258). 
Ashok gets a job of police inspector for which they 
have to bribe the middle man ten thousand rupees. 
The symbolic representation is the middle man is 
taking bribe under the statue of Gopabandhu Das. 
Gopabandhu’s idea of Odisha is much more 
different than the present Odisha. Ashok shifts to 
the city and falls in love with the modern educated 
Banita, the only daughter of a senior police officer. 
In a scenario when goons are eloping Banita   from 
the temple, though Ashok comes to save her, she 
also fights with the goons. Here the modern heroine 
wears pant and t-shirt which is very different from 
the outfit of the elder sister-in-law who is always 
seen in a saree. Banita is not the usual ideal Odia 
woman. She is different. Later on both Ashok and 
Banita get married. Ashok stays in city with his 
wife who is modern as well as self- centered. She 
does not like the extended family of Ashok back 
village. 
Ashok starts avoiding Banita as she is not ready to 
take care of his sister-in-law and her kid. He 
reminds Banita that her identity is Mrs. Ashok, not 
by the house or property.  Finally the city girl has 
to stay in village to fulfill the expectation of an 
ideal daughter-in-law. 
The lost brother Raja suddenly appears with his 
friends John and Johny. Their friendship is the 
symbol of the three religions. In the absence of 
Deba and Ashok Raja and his friends become the 
care taker of this family. In the picnic the song ‘nua 
bhauja tame jhia ti sita pari’ symbolizes Banita as 
Sita. Sita is usually connoted to the ideal woman 
figure. Here though the elder sister-law is 
sacrificing than Banita, Banita is addressed as Sita, 
who is modern and later on converted to the 
traditional woman as well. The reconstruction of 
Sita through the character of Banita has been 
showcased. She can takes good care of the family 
and protects herself from the goons also. Banita 
becomes the symbol of new ideal woman.  When 
Sevak Ram kidnaps all and tie them in his godown, 
the visual representation of Kali painting in the 
back of the two women and Hanuman behind Raja 
give comparison of the women as Kali as 
circumstance demands, who are earlier narrated as 
Sita. 
Shankha Sindura(Conch-Vermilion, 1988) 
The film starts with the big house belongs to the 
former landlord Ray Bahadur Birendra Pattnaik, 
who has lost all his property to maintain the family 
legacy. Being unknown about their financial crisis, 
the daughter of the family Shobha shows interest to 
buy a car as she feels ashamed to go by rickshaw. 
She is the only daughter of a reputed landlord and 
expected to maintain the high class lifestyle. 
Purnachandra, the relative of his father says that 
whether the daughter gets educated or drives a car, 
at the end she has to go to the kitchen. The son of 
the family, Sriram loves Geeta, a middle class girl. 
Geeta falls for him only after when he protects her 
from the goons. 
The family plans to arrange the daughter’s 
marriage. For that they arrange Sriram’s marriage 
also, so that they can do the daughter’s marriage 
with that dowry money. Daughters are negotiated 
for the family name and fame. Like the 
mythological Sriram character in Ramayana, who 
spends fourteen years in forest to keep his father’s 
promise, Sriram in this film, marries a girl without 
his interest to keep his father’s word. 
In an imaginary song sequence, ‘tume hi swarga 
mora, tume debata mora’ the ideal wife has been 
represented for whom husband is the living god. 
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Though the wife does not get her portion of love 
and care from the husband, she maintains her duty 
as a wife and daughter-in-law. 
The mother-in-law passes the authority to Laxmi, 
the daughter-in-law and says she shold not risk the 
family name and fame at any cost. Sriram gives 
divorce to Laksh mi and marries Geeta. Sriram 
admits that situation compels him to marry 
Lakshmi, but he is unable to accept her as wife. It 
is better to be separated, so they both can lead their 
lives according to their way. Lakshmi says that for 
a Hindu woman marriage is a sacred bond and 
husband is her god even after life. A signature on 
the paper does not end the marriage. The figure of 
the ideal woman is negotiated through Lakshmi. 
Lakshmi, is the welknown female deity of Odisha 
worshipped in the private space of home. It is 
believed that she brings prosperity to the inner 
space.  
When Lakshmi’s father comes to take Lakshmi 
home, she says after marriage the girl has no right 
in the parental house. The in-laws are the gods to 
her. A woman’s respect increases when she stays in 
the in-law’s house and decreases if stays with the 
parents. Through Lakshmi, the duty of the married 
woman has been portrayed. The daughter-in-law 
takes care of the parents-in-laws. The family has to 
leave the house as they are unable to pay the loan. 
The son does not care about the parents. Lakshmi  
searches a job for the maintenance of the family. 
The job hunt of the daughter-in-law hurts the male 
ego of the father-in-law as a woman should always 
depends on the male counter-parts. Here the 
woman his house, the daughter-in-law searches for 
job to take care of the family in the absence of the 
son, who is supposed to take care of her. So, the 
old man steps out of the house in search of job. 
Though he never succeeds, the male ego forces him 
to work as a coolie.   
Vijay, the boss of the office saves Lakshmi from 
the managing director who has an evil eye on 
Lakshmi.  He later on shows a love interest for 
Lakshmi and proposes her. But Lakshmi denies 
saying that though she has no relation with her 
husband, he is still alive and she will be his wife till 
her last breath. 
The conversation between two friends Lakshmi and 
Geeta about   their respective husbands, Lakshmi 
says though her husband has given her divorce, he 
is still god to her. Throughout the film Lakshmi 
says it several times. Lakshmi is an educated girl 
who is capable to run her family through her job, 
but she has hold on to the traditional expectation 
which makes her an ideal daughter-in-law and later 
on an good wife too. Geeta has to die in heart 
attack. Though she is the perfect counterpart of 
Sriram, she leaves her parental home to marry 
Sriram and never get a chance to take care of the in 
laws. She is the good wife, but not the ideal 
woman. Finally Lakshmi’s dedication makes 
Sriram return to her life. 
Kapala Likhana(The Writings of the Forehead, 
1993) 
           The film starts with a woman praying in a 
large house. It is a family story about two brothers, 
Biju and Raju and the wife of the elder brother 
Shanti. Shanti, the elder sister-in-law has no child 
of her own, but she treats Raju, the younger 
brother-in-law as her own son. The ideal happy 
family and the caring sister-in-law fills the absence 
of mother in Raju’s life. The film takes a different 
turn when Raju gets married to Gita and she 
becomes pregnant. At the same time Shanti 
becomes pregnant too after ten years of marriage. 
The whole family is happy for this. But at the time 
of delivery, Shanti gives birth to a dead child and 
Gita gives birth to a son. Raju requests Gita to give 
their new- born baby to shanti as she may lose her 
mental balance after knowing the truth. So the 
younger couple gives their son to Shanti, which is a 
secret between the doctor and the couple. The 
private couple in a joint family sacrifices their 
happiness for the sake of family. Gita has to suffer 
a lot for being the mother of a dead child. She is 
not even allowed to touch his own son who is 
known as Shanti’s son. Shanti’s  aunt Kalabati 
comes to see her. Her main intension is to divide 
the family and to grab the property. When Gita 
wants to see the baby, who is known as Shanti’s 
son, Kalabati   refuses saying that she has given 
birth to a dead baby, which is inauspicious for the 
new born child. She tries to keep the baby away 
from Gita and says that she can touch the child 
only after becoming a mother herself. One night, 
when everybody goes for a party, the baby cries a 
lot. Gita takes the baby for feeding. After knowing 
this Kalabati and everybody in the family blame 
Gita saying even her shadow is harmful for the 
baby. A barren woman’s suffering has been 
portrayed. Though it’s Raju and Gita’s baby, they 
never claim for it even after listening all the taunts. 
They choose to remain silent, so that the elder 
couple, the brother and sister-in-law would not get 
hurt. Finally, it is come to front that the baby is 
actually Gita’s son. Kalabati and Shanti’s uncle; 
Gobardhan kidnap the baby. At last the family 
bares the truth and rescues the baby from the 
kidnapper. The film ends with the elder sister-in-
law giving back the child to Gita saying that Raju 
is her actual son and she does not need another. 
The bonding between the sister-in-laws with the 
sibling of her husband is celebrated. The ideal 
daughter-in-law is expected to be the ideal wife, 
sister-in-law and mother with course of time. The 
barrenness is negotiated with the love for brother-
in-law in this film. The expectations of the society 
from both the co-sisters, who have the sole 
responsibility to keep intact the family bonding. 
Representation of female barrenness and the way 
society looks at it is central theme of this movie. 
Shanti, who is unable to give a child, has to listen 
to all kinds of malicious comments about being 
incomplete. When it comes to front that Gita has 
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given birth to a dead child, she is not allowed to 
touch the baby. Gita is treated as a culprit as being 
the mother of a dead child. Kalabati repeatedly 
calls her a witch, who kills babies and her shadow 
will bring misfortune to the baby. 
Shanti’s unhappiness for not having a child 
represents the importance of a baby in a woman’s 
life. The film shows how society treats a barren 
woman.  A woman has to sacrifice everything for 
the sake of family. The ideal womanhood in the 
form of Shanti and Gita is celebrated in the film. 
Udandi Sita:(Insolent Sita, 1992) 
This film tells the story of Sita, a village girl who 
lives according to her own wish without caring the 
societal norms. The film starts with a girl comes 
straight from a river in a red saree and goes to the 
lord Durga temple. A flash-back of Ramayana 
through the dialogues of Ravana and Sita. When 
Ravana humiliates Sita as saying that she is a weak 
woman, Sita says that she is not the same Sita of 
Ramayana, She is a different Sita who is not going 
to be suffered for the society’s sake. Later on she 
gets married to Raju, a simple and innocent person 
of the village by trapping him which is again not 
the ideal girls do usually. 
On the other side a manipulative landlord Ray 
Saheb who tortures the villagers and controls the 
entire village. His close people, among whom 
Haribol’s conscience stops him to support the 
landlord as the figure of his dead father. He selects 
Raju as the head of the village. The whole village 
becomes happy as Raju is a good person and it is 
expected that he will   take care of the development 
of the village. But later on becomes a prey in the 
hands of landlord. Ray Saheb takes away all the 
funds by signing Raju’s name. Nobody has power 
to stand against him. 
The handicapped army uncle is symbolized as the 
powerlessness of the state to handle the powerful 
landlord who gives bribe to make his work done or 
else murders the people. The army person who 
always takes the right side stands against Raju, 
when he gets elected as village head. When he tries 
to raise his voice against the landlord, he is killed 
brutally. But Sita’s son Bharat wears his khaki shirt 
to revolt against the landlord with the same fire in 
his eyes.  
The rape victim Tulasi commits suicide who works 
as a sweeper by Raju’s reference in the office of 
the head.  Raju raises his voice against this. Day by 
day, he realizes how the landlord controls the 
village. When the landlord comes to know that 
Raju is trying to unite the village against him, he 
cunningly gets Raju arrested in a murder case. Raju 
escapes from the jail but the landlord’s people 
murder him. Sita approaches the landlord for help 
who tries to rape her. After Raju’s death, Sita vows 
revenge. She doesn’t wipe her sindoor or wear 
white sari, which are the symbols of widowhood. 
She denies to become widow. She wears a red 
saree putting all the elements of a married woman. 
Her looks resembles the deity Durga, whom she 
uses to worship.   In a conspiracy Sita pretends to 
allow the evil intension of the landlord by being 
impure to give justice to her husband’s death and 
kills the landlord with the help of her son. The film 
refers Sita, the ideal mythological character as 
Udandi.  ‘Udandi’ means a way word girl lives 
according to her wish. The cinema represents Sita’s 
story in the form of a girl and her struggle against 
the male dominated society. Sita does not live 
according to the norms of the society. She does 
many things which an ideal girl is not supposed to 
do. She falls in love with Raju and  takes initiative 
to  proposes him. She takes daring steps to marry 
Raju, without caring for the society. She earns the 
name of impure to kill her husband’s murderer.  
 The film represents the lead character as very 
brave, which is not a feminine quality. When Sita 
becomes widow, people want to see her in a white 
sari, of a widow. Sita continues to wear red sari, 
sindoor and jewellery and the people gossip that 
she has illicit relations with someone. Sita is 
represented as a bold woman who punishes the 
landlord for his crime,which the male members 
could not do. She is called as ‘udandi’ but 
acceptable by the society, when at the end the 
police come for the interrogation the entire village 
including the wife of landlord stand with her. 
Thili Jhia Heli Bohu(I was a daughter and 
became a daughter-in-law,1988) 
           The film starts with the girl Ganga, who is 
the lead character and her sufferings by her step-
mother, who always discriminates between her and 
her younger step-sister Jamuna. Ganga does all the 
household work, while Jamuna takes rest. Due to 
the dowry problem, Ganga’s marriage is delayed, 
which is a big problem for the family. Her step-
mother scolds her that they cannot get her married. 
Ganga falls in love with Bharat, who is a lecturer. 
Bharat wants to marry her and goes to his village to 
meet his mother, to discuss their marriage with 
Ganga’s family. In the mean time Jamuna who is in 
love with Ravi, becomes pregnant and tries to 
commit suicide. To save her, Ganga agrees to 
marry an elderly widower Sagar. After her 
marriage Ganga faces lots of problem. She comes 
to know that her husband is not a good person. He 
is a drunkard and a gambler, to get money, he can 
do anything. He has also burnt his first wife, when 
she refuses to get involve with his friend. Ganga’s 
life becomes miserable day by day. Bharat helps 
her and when he tries to kill her husband, Ganga 
stops him saying the husband as ‘her god’. The 
film ends with the realization and repents of her 
husband for his deeds. 
The title means ‘I was daughter and became a 
daughter-in-law’ and the movie narrates this 
journey of a girl. It describes how a good girl 
should behave and how she can change everything 
with her sacrifice. Ganga’s step-mother always 
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scolds her. Her father is a good person but he is not 
able to do anything for her. Ganga sacrifices her 
happiness for the family and her husband, so she is 
a good girl. The film presents good girl as 
compromising and self sacrificing for the family. 
The ex-lover Bharat always helps Ganga at the 
time of need. Even if the husband does not care or 
respect the wife, she never turns back to the lover 
after marriage. At the end Bharat has to surrender 
himself to the police to escape Sagar. True love is 
flourished and negotiated in the form of sacrifice.   
As comic relief, the couple Krishnapriya and 
Radhakanta are shown. The wife is very 
dominating and makes her husband to do all house 
work. Radhakanta is effeminate. The film shown 
that when he becomes masculine and aggressive, 
krishnapriya becomes the obedient wife. The 
message is that a husband should be masculine and 
aggressive to control his wife, otherwise she takes 
henpecks the husband. 
The ideal womanhood, the new woman is the 
center of all filmic narration. The Odia film critic 
Dillip Hali says in an interview that women are the 
targeted audience in 80s and 90s. So, films have 
been made to shape the ideal womanhood. These 
ideal women characters are highly appreciable in 
Odia society. The major source of entertainment is 
cinema for most of the women in Odia society. So, 
these kind of films are somehow takes the 
responsibility to shape the ideal womanhood 
through its representation.   
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